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1. Over the course of the development of the canon of jazz history, a number of writers have placed particular emphasis on the Mexican births of Louis and Lorenzo Tio. Perhaps because their New Orleans Creole beginnings have until recently remained largely unknown (Gushee 1991; Kinzer 1993, 118) , the Tios have at times been accorded Mexican traits they did not in fact exhibit. For example, most jazz historians have employed a Spanish spelling, "Luis," to refer to Antoine Louis Tio, although his signature ("Sale of property" 1886) clearly reads "Louis" (the name seems to extend from the Afro-French Hazeur side of the family), and the author has encountered no primary source to show that he ever spelled it differently.
2. In his influential book on New Orleans jazz, Samuel Charters (1963,9) wrote, "Lorenzo and Luis were graduates of the Mexican Conservatory of Music in Mexico City"; however, such a contention seems implausible, given the Tio family's circumstances during this period. The conservatory in Mexico City was established in 1866, but at that time, Thomas Tio and his family lived in the coastal town of Tampico. Primary sources, including the Tio family oral history, show no indication that family members ever moved or traveled to Mexico City (Tio 1878; Tio 1960; Winn 1990 ; Kinzer 1993, 120) . Furthermore, in 1877, when the Tios did move permanently to New Orleans, Louis was fifteen years old and Lorenzo only ten, making it doubtful that either could have by that point left home and completed a formal curriculum in a distant city. The only real candidate for a Tio having a connection to the conservatory might be older brother Joseph, who was twenty in 1877 and who is known to have moved from New Orleans to Mexico City by himself in 1883, shortly before his death (Kinzer 1993, 121 ). Doublet String Band, which included his brother Louis and a pair of distant cousins, Charles and Anthony Doublet, who played comet and violin, respectively (Tio 1960; Charters 1963, 9; Rose and Souchon 1967, 121) . The Tio brothers also helped form the Lyre Club, a musico-social organization that by about 1897 spawned the Lyre Club Symphony. Louis Tio is said to have conducted this concert orchestra in addition to playing clarinet alongside Lorenzo (Elgar 1958; Charters 1963, 14) .
In his own right, Lorenzo Tio Sr. was known as a "band writer," or arranger/copyist, for a number of New Orleans marching bands (see Throughout their careers as performers, Louis and Lorenzo Tio earned supplemental income by teaching private music lessons at home. Not all of their pupils simply aspired to play the clarinet; in addition to the fundamentals of performance on that instrument, the brothers taught musicreading, solfege sightsinging, conducting, and tonal harmony-subjects they offered in combination or separately, depending upon the talents and desires of the individual (Elgar 1958; Beaulieu 1960) . In a 1960 interview with William Russell, Louis Raphael Tio (1895-1966), younger brother of Lorenzo Tio Jr., stated that students attended lessons on a regular basis, usually once or twice per week. The duration of an individual lesson and the fee charged for the service are difficult to determine; Louis Raphael Tio, who as a child took mandatory clarinet lessons from his father, uncle, and older brother, recalls that Lorenzo Sr. charged "maybe seventy-five cents or a dollar" near the turn of the century (Tio 1960 ), a figure that seems perhaps at odds with Samuel Charters' contention that New Orleans musicians considered seventy-five cents a high price even (Bigard 1985, 15) . According to Louis Raphael Tio, his father and uncle trained each of their students in singing with solfege syllables and music reading (a process he labels "the catechism of music") before allowing them to make sounds on an instrument. The traditional Creole musical values surfaced clearly in his explanation of the need for such preliminary study: he contended that solfege exercises developed the "wonderful hearing" a good musician had to possess, and he emphasized the importance of reading skills by stating that "when they stick that piece of music in front of your face, you got to know what you're doing!" (Tio 1960) .
The Tios were known as demanding mentors. Lorenzo Tio Sr. often had students sightread difficult duets, either with him or with other students, and if he felt that a student had not practiced sufficiently, he would terminate a session and refuse to accept payment (Tio 1960) . A perfectionist for detail, Louis "Papa" Tio generally listened to students perform exercises or pieces without stopping them and then had them verbally recount their mistakes and explain to him why the mistakes had occurred. His nephew recalled that not the slightest miscue escaped his notice.
At times, Louis and Lorenzo Tio organized group lessons and classes in the fundamentals of music theory. The newspaper obituary of Lorenzo Tio Jr. even referred to a "music conservatory" operated by his father, at which the Creole flutist Joseph Bloom (cofounder of a concert orchestra bearing his name) had studied ("Popular Musician Dies in New York" 1934).
Like Bloom, a number of the students of Louis and Lorenzo Tio went on to become prominent musicians in their own right. The following sketches testify to the significance of the pedagogical activity of the Tio brothers and show their influence on the musical community of New Orleans in the early 1900s.
According to his nephew, two of Louis Tio's best students were George and Achille Baquet, sons of Theogene Baquet, coretist and longtime leader of the Excelsior Brass Band (Tio 1960; Elgar 1958; Dominique 1958) . Born in 1881 and 1885, respectively, George and Achille probably studied with Tio in the 1890s. The lives and careers of these two Creole musicians could hardly have developed in a more divergent fashion; while George performed always with Creole and black bands, the light-skinned Achille passed into the considerably separate white society and its distinct musical community (Charters 1963, 20- When we got to the chromatic scale, that was my toughest part. I had to start slow, then increase the tempo all the time, but I could never play it too fast. At last I got it together, but he still kept me at it so I asked him "Why must I keep on doing this?" He said, "That gives your fingers the feel of all the keys of the instrument so when you begin to play your more difficult exercises, they won't be strangers to you." Sometimes I thought I was doing pretty good and a couple of times I felt 5. Although Rose and Souchon (1967, 14) listed Albert Burbank as a student of Lorenzo Tio Jr., Burbank himself told William Russell that despite arranging to study with Tio and purchasing the recommended method book, he was never able to get started with the lessons, as Tio soon made arrangements to leave for New York with the Piron Orchestra (Burbank 1959) . that I did great at his lessons, but he'd just say, "Fair." He did tell my folks though that I was doing pretty good and making progress. I think that he kept after me more than his other students because he liked me so much and he didn't want me to get a "swelled head" like a lot of the guys. Sometimes his pupils would lear to play two or three tunes and they'd never come back to him any more. That made him disgusted so he was all set to give me holy hell before anything like that would ever happen. He taught me a whole lot even for free, but, like I said, he would never admit to me that I was doing well. He would just nod and tell me, "It was pretty fair, but work harder at it. You can always do better." (Bigard 1985, 15) Lorenzo Tio Jr.'s daughter, Rose Tio Winn, remembered that her father taught in the front room of their home, near the family piano. He usually sat in a rocking chair several feet from the student, and often from another room in the house Rose could hear students repeating exercises, punctuated only by her father's stem voice saying, "Again!" (Winn 1990 ). Omer Simeon reported that when he studied with Tio, he felt obliged to practice assignments for an hour to an hour and a half each day (Simeon 1955 ).
Tio often demonstrated techniques for students on his thirteen-key Albert system clarinet. Although he performed on instruments pitched in either B-flat or E-flat (the latter for brass band work), Tio also owned clarinets pitched in C and D, and sometimes allowed young students to begin their training on these (Tio 1960).6 He advocated a single-lip embouchure (i.e., placing the upper teeth directly on the top of the mouthpiece and drawing the lower lip over the lower teeth to provide a cushion against the reed) with a minimum of upward pressure from the lower jaw, and he demanded good breath control. Such a procedure facilitated the production of the "big clear" tone that characterized his own playing (Tio 1960; Cottrell 1961) . Like most woodwind players of the day, Tio often made reeds and pads for his instrument, and for this purpose he always carried scissors, knives, cane, and scraps of leather in his coat pockets. Because the ability to maintain a working instrument was expected of a professional clarinetist, Tio's advanced students also found repair techniques a compulsory part of their training (Tio 1960 when I couldn't afford to buy reeds he would make them for me for nothing from old cane he would cut down. (Bigard 1985, 18) Bigard indeed enjoyed a close relationship with Louis Tio. His admiration for his mentor is plain in his statement that when Tio died in New Orleans, "the world lost a great clarinetist" (Bigard 1985, 19) . Lorenzo Tio Jr. was an experienced studio teacher by the time he left New Orleans for Chicago, having already worked with Sidney Bechet and instructed other promising young musicians, including Jimmie Noone and Albert Nicholas. Once settled in Chicago, he continued to earn a portion of his livelihood teaching lessons. There Omer Simeon learned "the legitimate aspects of clarinet playing" from Tio, attending lessons every Sunday morning for a period of "two years or more." Simeon's own family had moved from New Orleans to Chicago several years earlier, and Omer's father, a cigar maker, had known the Tio family for some time. As the elder Simeon was a personal friend, Lorenzo Jr. refused to charge a fee for teaching his son, accepting instead frequent gifts of cigars (Simeon 1955 ).
Simeon proved to be an exceptional student. Tio once told a later pupil, Louis Cottrell Jr., that Simeon showed a remarkable desire to learn and was the only student he remembered to whom he never had to assign an exercise twice (Cottrell 1961 (Cottrell 1961) . Despite being unaccustomed to his new role of teacher, Bigard felt honored that Tio had sent him such an adept pupil, and as he recalled, "I showed him everything I could" (Bigard 1985,19) . Lorenzo Tio Jr. discontinued teaching private music lessons after moving to New York in 1930. His daughter recalled that at that point he concentrated solely on performing, playing in theater-pit orchestras and in the house band at the Nest Club, and simply never made the kind of neighborhood-oriented contacts that had helped him maintain a studio in New Orleans (Winn 1990) .
At least fourteen of the young students Tio instructed in New Orleans eventually pursued professional careers in music. A list of these musicians, with information about those not discussed in the text, appears in the appendix. This list is based upon a survey of interviews held at the Hogan Jazz Archive and a number of secondary sources. It is not meant to be taken as a complete list of Tio's students, as further investigation of the Hogan Archive's holdings doubtless will reveal additional names.8 Moreover, the majority of young pupils who took music lessons with Tio went on to various other walks of life, never entering the field on a professional basis (Winn 1990 
